, it is argued herein that McHale's otherwise scholarly reading is somewhat myopic. In short, it is argued that although Pynchon's heroine is driven by an epistemological agenda, the text-scape she inhabits is postmodern.
This article interrogates the demarcation of modern and postmodern literature within the context of a critical and inter-textual reading of Thomas Pynchon's The Crying of Lot 49. Approaching Pynchon's text from what is essentially a formalist perspective, this reading readdresses the question as to whether or not The Crying of Lot 49 breaks through to a mode of fiction beyond modernism itself. Critics such as Brain McHale have forwarded
The Crying of Lot 49 as a paradigmatic late modernist work; a work that does not break through to a mode of fiction beyond underlying epistemological presuppositions. Via a comparative reading that draws on the work of Paul Auster, Bret Easton Ellis et al., it is argued herein that McHale's otherwise scholarly reading is somewhat myopic. In short, it is argued that although Pynchon's heroine is driven by an epistemological agenda, the text-scape she inhabits is postmodern.
thus seems pertinent to ask, from whence does Pynchon's novella cry? This will be the central question addressed in this paper.
Within the context of postmodernity, the term 'fiction' has a unique sense that differentiates it from its modernist precursor. One way to bring this demarcation to the fore is by following McHale's lead and focusing on the notion of artistic dominants. In 1935, Roman Jakobson set out his concept of artistic dominants thus: 'The dominant may be defined as the focusing component of a work of art: it rules, determines, and transforms the remaining components. ' 7 According to McHale, in its Joycean guise, the 'dominant' of modernist fiction was epistemological in nature. In fact, as the critic Dick Higgins has suggested, the majority of modernist artists interrogated cognitive questions such as: 'How can I interpret this world of which I am a part? And what am I in it?' In opposition, the dominant component in postmodern fiction is ontology. In these terms, the postmodern artist is more likely to ask: 'Which world is this? What is to be done in it? Which of my selves is to do it?'
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If we accept this distinction at face value, it appears that the artists of modernity adhered to the underlying principle that art forms encapsulated attempts to capture or render the real, however conceived. In this specific sense, fiction (the not real, the binary opposite of the real) was held to be ontologically unproblematic; it was the epistemological means to the underlying reality that were subject to aesthetic interrogation. For example, in texts such as Ulysses, Joyce's numerous synthetic literary modes are represented as fictional means to a given reality or truth. As a result, the real or the truth underpins the fragmented fictional perspectives utilized; it is the fictional or epistemological instability that is flaunted. Thus it is that in general terms the modern aesthetic leaves the real/fictional dichotomy intact. In effect, an outside the text or fictional portrayal subsists as a concrete or invariable presupposition. However, the postmodern condition is such that this governing presupposition is no longer viable. Stated plainly, there is no longer an abundant wealth of fragmented perspectives that presuppose an underlying stability or immutable locus. What we are in fact left with are perspectives devoid of any stable object or essential locus. Within what are perhaps slightly reductive graphic terms, this shift in aesthetic focus might be rendered thus:
Here the real (the underlying sense of the Kantian noumenal) is depicted as a circle in a) and b); this circle, this stable unifying noumenality is absent in c). I would suggest that this 'absence' accords with Baudrillard's contention that the real is no longer possible. 9 Or within Lacan's terms, reality is replaced by the paranoiac 'grimace of the real.' 10 Within the parameters of postmodern being (ontos) thus conceived, there can be no stepping beyond the finality of fiction. In the spirit of Derrida, there is no reassuring recourse to an absolute certitude which is, of and by itself, beyond or outside the ever playful text.
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Within the terms of this formalist account, it thus appears that modernist texts flaunt the fictionality of the epistemological means to the truth or postulated reality. On the other hand, postmodern texts vaunt the fictionality of any reassuring noumenal loci. Consequently, as McHale puts it, the modern ethos gave writers the artistic rationale for performing unlicensed epistemology. Conversely, postmodern fiction, free as it appears to be from epistemological fetters, provides an artistic pretext for performing uninhibited ontology. Armed with this differential taxonomy, McHale claims that Pynchon's The Crying of Lot 49 is essentially a modernist work driven by an epistemological aesthetic (PF, 24).
On the face of it, the validity of McHale's argument would appear to be sound. Indeed, Pynchon's protagonist, Oedipa Maas, is to all intents and purposes the exemplary late-modernist heroine McHale invokes. For example, her search for certainty (centrality) is performed within a parody of the teleological genre par excellence -the detective novel. In much the same manner as Raymond Chandler's Philip Marlowe or Gardner's Perry Mason, Oedipa labours to 'bridge the gap between appearances and reality' (PF, 22 ). Yet to posit a cliché within the genre, the crime she seeks to crack is not homicide; on the contrary, it is what might be termed anarchically generative. That is to say, if the existence of the Tristero, an alternative postal system, were to be proved beyond doubt, it would constitute a 'cataclysm' -'another world's intrusion into this one. ' 12 In the light of such a scenario, the epistemological investigation (or late-modernist inquiry) would give rise to the usurpation of ontological play.
Yet having said this, the investigation in Pynchon's text is seemingly couched square within the epistemological sphere. Indeed, Oedipa is dislocated from the banality of her suburban Californian lifestyle, complete with its vacuous Tupperware parties, when she is named co-executor of the estate of one Pierce Inverarity, an ex-boyfriend and real-estate mogul. From this point forward, her existence is transformed into a teleological search for the truth. After her initial meeting with Metzger, the lawyer, Oedipa encounters Mike Fallopian, a member of a right-wing dissident group. It is his account of the private postal service that marks the point of departure in her epistemological inquiry: 'So began for Oedipa, the languid, sinister blooming of The Tristero' (CL, 36). As Nefastis/Maxwell's Demon, Oedipa begins the interpretive 'job of sorting it all out.'
13 She follows up a glut of leads, each seemingly giving rise to still further possible connections. For example, the tale of the GI's bones and the Beaconsfield Filter Company leads, via an offhand interjection by one of the Paranoid's girls, to the somewhat convoluted Courier's Tragedy:
'You know, blokes,' remarked one of the girls […] , 'this all has a most bizarre resemblance to that ill, ill Jacobean revenge play we went to last week.' 'The Courier's Tragedy,' said Miles, 'she's right. The same kind of kinky thing, you know. Bones of a lost battalion, in lake, fished up, turned into charcoal -' (CL, 42) The Thurn and the Taxis families hold a postal monopoly in the play. In the climax to the penultimate act, the Tristero (or Trystero) permeates the dialogue:
He that we last as Thurn and Taxis knew Now recks no lord but the stiletto's Thorn, And Tacit lies the gold once-knotted horn.
No hallowed skein of stars can ward, I trow, Who's once been set his tryst with Trystero. (CL, 50) Oedipa's epistemological inquiry thus reaches a point of saturation where 'everything she saw, smelled, dreamed [and] remembered' in some way came to be woven into the complex tapestry of the shadowy Tristero (CL, 56). In effect, it soon becomes apparent that The Tristero is inexorably interconnected with the teleological thread issuing from Oedipa's very point of departure: 'It's unavoidable, isn't it? Every access route to the Tristero could be traced […] back to the Inverarity estate' (CL, 117).
However, Oedipa's epistemological investigation turns out to be both laborious and futile. The more connections and interconnections she makes, the greater the disorder or entropy generated. Far from ending in any sense of certainty or what Baudrillard terms 'negentropy,' this generative process gives rise to a perplexing set of four alternatives:
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Either you have stumbled indeed, without the aid of LSD or other indole alkaloids, on to a secret richness and concealed destiny of dream; on to a network by which X number of Americans are truly communicating whilst reserving their lies, recitations of routine, arid betrayals of spiritual poverty, for the official government delivery system […] . Or you are hallucinating. Or a plot has been mounted against you, so expensive and elaborate, involving items like the forging of stamps and ancient books, constant surveillance of your movements, planting of post horn images all over San Francisco, bribing of librarians, hiring of professional actors and Pierce Inverarity only knows what-all besides, all financed out of the estate in a way either too secret or too involved for your nonlegal mind to know about even though you are co-executor, so labyrinthine that it must have meaning beyond just a practical joke. Or you are fantasying some such plot, in which case you are a nut, Oedipa, out of your skull. (CL, As McHale suggests, Oedipa's convoluted breakdown of her own predicament can be reconfigured within simpler terms. Firstly, there are what appear to be epistemological solutions: 'Oedipa is either deceived or self-deceived, the victim either of a hoax or of her own paranoia' (PF, 24). Secondly, there is a manifest ontological solution, the one that the empiricist philosopher George Berkeley invoked: 'God exists, and guarantees the existence of the perceived world; or, in this case, the Tristero exists' (PF, 24). Yet in figurative terms, Oedipa is unable to establish the falsity or validity of Berkeley's hyperstasis. On the other hand, she also fails to ascertain whether or not she is in the 'orbiting ecstasy of a true paranoia' (CL, 126). Therefore, unlike her Sophoclean namesake, she does not solve the riddle: the crime or cataclysmic miracle is neither proved nor disproved. In short, the either/or case is left pending or in fieri. In the light of these factors, McHale draws the following conclusion:
Oedipa does not break through the closed circle of her solipsism in the pages of this novel; nor does Pynchon break through here to a mode of fiction beyond modernism and its epistemological premises. The Tristero remains only a possibility. (PF, 24) Yet arguably, McHale's conclusion is, at the very least, somewhat myopic. Perhaps the best way to expose this myopia is through a primary consideration of the inter-textual composition of Pynchon ' we shall see, Oedipa's search for the truth is inextricably bound to failure. In short, she is at large within a surplus of shifting fragments that have lost their modernistic guise. As I shall argue, this loss occurs through a paraded post-structural rupture or breach of referential stability that extends Oedipa's search, her case, ad infinitum.
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This rupture is projected, or paraded, through the foregrounding of what can be construed as the dissonant ambiguity of the Dionysian 'both/and.' 27 Indeed, as Molly Hite states, Pynchon's novella is pluralistic and 'governed not by a rigid, absolute, and universal Idea of Order but by multiple, partial, overlapping, and often conflicting ideas.'
28 Within Nietzschean terms, the logic engendered within the Apollonian 'either/or' is thus cut from the textual tapestry; as a direct consequence, hierarchical prioritization cannot subdue the (postmodern) Protean surface. In Deleuzean terms relative to Nietzsche, the oppositional 'either/or' 'ceases its labour and difference begins to play.' 29 For example, the recurring and inveterate image of the muted post-horn is represented as a free-floating signifier. To invoke Derrida, its central significative function is never absolutely present outside a system of differences. As Oedipa first inquires, is the symbol something sexual (A)? Is it merely a tattooed abstract beginning to blur and spread on the back of an old sailor's hand (B)? Perhaps the enigmatic symbol is the ubiquitous motif of a private postal service working to subvert the American postal monopoly (C Amongst other tactics, Pynchon also utilizes numerous puns (or near-puns) to further intensify this equivocal 'both/and' counter-logic. For example, the names Yoyodyne and San Narciso clearly play on their proximity to yo-yo and narcosis. Moreover, on a creaking metal sign, the National Automobile Dealers Association is foreshortened to N.A.D.A -it is foreshortened to 'nothing' in Spanish. Through an acronymic pun, the sign thus signifies 'nada, nada, nada against the blue sky' (CL, 100). That is to say, it signifies or communicates 'nothing, nothing, nothing' in translation. Even the foreshortening of Oedipa to Oed playfully invokes a source of apparent factual stability -the Oxford English Dictionary or OED.
33 However, as the commentator Frederick Ahl has pointed out, such puns serve to 'confuse binary thought because they add the complexities of "both/and" to "either/ or", thereby blurring the lines we like to draw between truth and falsehood, fact and non-fact. The Text is plural. Which is not simply to say that it has several meanings, but that it accomplishes the very plural of meaning: an irreducible (and not merely an acceptable) plural. The Text is not a co-existence of meanings but a passage […] ; thus it answers not to an interpretation, even a liberal one, but an explosion, a dissemination.
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Yet despite this process of textual dissemination, Oedipa takes it upon herself to locate a central truth within the de-centred textual tapestry: 'there was still that other chance. That it was all true. ' (CL, 124) . 38 But in relation to the work as a whole, the 'direct, epileptic Word' or 'magical Other' sought, is manifestly the absent alibi of modernity (CL, 81 & 125 'Love is a Contact Sport' is the album's real surprise -a big-sounding, bold, sexy number that, in terms of production, is the album's centerpiece, and it has great lyrics along with a good beat […] . On 'You're Still My Man' you can hear how clearly Whitney's voice is like an instrument -a flawless, warm machine that almost overpowers the sentiment of her music, but the lyrics and the melodies are too distinctive, too strong to let any singer, even one of Whitney's caliber, to overshadow them (AP, 255).
Similarly, as critics such as David Seed have pointed out, The Crying of Lot 49
is saturated with references to the media. 50 In a sense, 'everything becomes media for Oedipa.' 51 A large proportion of the fictional narrative in American Psycho likewise unfolds (in-folds) within film and advert texts:
Then I use the Probright tooth polisher and next the Interplak tooth polisher (this in addition to the toothbrush) which has a speed of 4200 rpm and reverses direction forty-six times per second; the larger tufts clean between teeth and massage the gums while the short ones scrub the tooth surfaces. I rinse again, with Cepacol. I wash the facial massage off with a spearmint face scrub. The shower has a universal all-direction shower head that adjusts within a thirtyinch vertical range. It's made from Australian gold-black brass and covered with a white enamel finish (AP, 26).
In the above passage what appears to be verisimilar exactitude or extreme realism à la Joyce's Ithaca Chapter in Ulysses is, in actuality, a fetishistic jaunt through the surface play of vacuous advert jargon. Figuratively speaking, the solid 'gold-black brass' reality is covered and effaced by the surface 'white enamel' play of the text. In short, the text parades the loss of any stable referential space. It is this truth or ground (the termination of the chain of signification in consistent meaning) which Oedipa seeks within the text(s) or textual totality she dwells within. She is however doomed in the Lacanian Like language itself, the three texts are an incessant play of "différance," which Derrida defines in Positions as "the systematic play of differences, of the traces of differences, of the spacing by means of which elements are related to each other." Meaning is deferred in an endless movement from one linguistic interpretation to the next. 
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But notwithstanding this conclusion, Oedipa's Sophoclean pursuit of clarity or lucidity would seem to epitomize what is, for post-structural ethicists such as Levinas, an ignoble passion for the fixed concept of totality. 62 In other words, Oedipa covets a Platonic and essentially modernist sense of totalitarian certitude (epistēmē). In the work of Levinas, such a fixation with the truth will always work to the determent of diversity and a celebration of alterity (otherness). Configured ethically, Oedipa's lust for the truth thus leads away from the pacific love of an-Other (alterity); it leads to subjugation via a Platonic act of epistemic imposition. Or to put it another way, Oedipa's modernist mindset is party to what Levinas refers to as 'the permanent possibility of war.'
63 And yet as we have seen, this modern totalitarian mindset is ultimately subverted by a process of postmodern textual dissemination akin to that which McHale and Kathryn Hume locate within Gravity's Rainbow; as McHale puts it with reference to the aforesaid postmodern paradigm, the text is a provocation to indulge in 'the kinds of pattern-making and patterninterpreting operations which, in the Modernist texts […] would produce intelligible meaning.' 64 As Slothrop in Gravity's Rainbow, Oedipa is arguably a late-modern protagonist whose totalitarian 'pattern-making and patterninterpreting' are subverted via a postmodern 'multiplication of "realities."'
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Yet having said this, in what can be construed as an epiphanic moment, Oedipa (the late-modernist heroine) well-nigh breaks through to a postmodern breach of such totalizing thought. In what Kolodny and Peters dubiously call the spiritual climax of the book, Oedipa embraces a tattooed old sailor who suffers from the DTs (delirium tremens). 66 At this significant moment, Oedipa encounters the Nietzschean diagnosed mobile marching army of metaphors which 'thrust at the truth' and lie at one and the same time (CL, 89). DTs become dt's (differential times or time differentials): 'Dts must give access to dt's of spectra beyond the known sun' (CL, 89). Thus the chain of signification departs and transcends the 'know sun' -Plato's epistemic metaphor of totalitarian closure. This rupturing or transcendence of the transcendental signified extends, to invoke Derrida, the domain and play of signification infinitely. Oedipa slides 'sidewise' into this beckoning perpetual play (CL, 89); her reaction is however more self-protective than anarchically psychotic. 67 That is to say, she rejects the Lacanian 'foreclosure of the signifier' and reverts back to her original epistemological itinerary; a modernist search within a de-centred postmodern text-scape.
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But in the final analysis, the notion of Oedpia as a late-modernist heroine operating within an inter-textual composition is itself subject to a gesture of postmodern fragmentation. That is to say, ultimately, Oedpia is herself party to a postmodern breach of epistemic integrity. Indeed, Oedipa's very being (ontos) is subject to a process of dissemination or outward distension (oidēma). In short, Oedipa is a composite synthesis comprised of a multitude of textual fragments. For example, Pynchon's heroine is the Oedipus of the Theban Cycle, a subject struggling to solve a mystery; she is the Freudian Oedipus harried by the play of The Paranoids. Likewise she is Lacan's reconfigured paradigm, 'doomed' to the unremitting play of textuality. Additionally, as demonstrated earlier, Pynchon's forlorn heroine is Tennyson's Lady of Shallot -a captive maiden within the canvas of 'the beautiful Spanish exile Remedios Varo' (CL, 13). To recap, in spite of appearing to be an autonomous ego, Oedipa's integrity, her very ontological unity or oneness, is nothing more than an illusion (eikasia). In this specific sense, she can be compared to Paul Auster's Quinn, a character whose ontological unity is ruptured when he assumes the identity of (one) Paul Auster -an Auster who is both a fictional detective and a writer of postmodern anti-detective fiction. 69 This breach of personal mono-ontological reality, this contra-Platonic step from ousia to eikasia, is postmodern in its narrative orientation. 
